'GIB SIE WIEDER' is a series of two political compositions, dedicated to exceptional 
Introduction
'GIB SIE WIEDER' began with the composition 'a warning commentary on resonance I', featuring Garth Knox performing on viola d'amore (see Figure 1) . The second piece 'a warning commentary on resonance II' followed shortly afterwards and is dedicated to the harpist Rhodri Davies (see Figure 2 ). 
Acoustic and social aspects of resonance
Resonance became the focus of this project because of the acoustic characteristics of the instruments involved, the viola d'amore and the harp. The notion of resonance is found in the fields of music and acoustics, as well as in social behaviour. Through my research into resonance as an acoustic phenomenon, I was drawn to the simple fact that a vibration (e.g. of a string) is excited by an impulsive function, which is then filtered by the specific resonant qualities of the respective instrument. A finger plucks a string of the harp, or an articulation with the tongue excites the air column in the contrabass recorder (my own instrument): the impulse theoretically contains all frequencies, and acts as a wide-band noise excitation (Benade, 1976, pp.32-34) . The resonant qualities of the instrument cause a progression from transient noise to pitched sound.
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Social resonance, on the other hand, describes a state of being when individuals, engaged in face-to-face communication, feel strongly connected. It embraces a number of phenomena in human interaction that go beyond a mere exchange of information. To communicate successfully human beings coordinate behaviours, beliefs and attitudes. Social resonance depends on generating emotion, openness and availability (Kopp, 2010, p.587) . These qualities are traditionally connected with women in many societies. According to Mary Beard (2014) , women's resonance is at the same time connected to their public silence. When one talks about 'sympathetic' or 'forced' resonance in music, social concepts or metaphors are transferred into acoustics. The notion of acoustic resonance implies that a sonant factor -an actively sounding agent, an impulse -happens, before re-sonance will follow and respond. These properties of sound production can be correlated to assumptions of active and passive roles and gender stereotypes in society.
Both the viola d'amore and the harp are historically associated with and connected to the social positions and role models of women. In the European conservatories of the 19th century, women were only permitted to study the harp, the piano and the voice (Bennett, 2008, p.59) . This historical resonance persists today. As a result, harpists were among the first female musicians to be hired in professional only-male orchestras, like in the Vienna Philharmonic Orchestra in 1997 (Bennett, 2008, p.53) . Instrument makers historically had a preference to decorate such instruments with female figurines or heads (see Figure 3 ). In the case of the viola d'amore, these figurines were at times blindfolded. The resonating strings are often referred to as 'sympathetic strings'. The viola d'amore was frequently used in feminine contexts, or in connection with female main characters, by (mostly male) composers such as Leoš Janáček, or in Bernhard Herrmann's film music. 2 
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In contemporary works, the sound of the resonant strings is often amplified or electronically processed. The Austrian composers Olga Neuwirth and Georg Friedrich Haas have made musical resonance a theme of their works for viola d'amore. Neuwirth (n.d.: 2) states that her piece for viola d'amore deconstructs and re-invents the aura of the instrument. In my piece, the intention was to move beyond these acoustic characteristics of the instrument. I wanted to work with the underlying structures and the social perspectives of resonance which I observed in my research. In particular, I reacted strongly as an artist to the aspects of gender construction surrounding the instrument. I felt challenged as a female composer to make the political aspects of resonance a theme of a composition.
Feminist musicologist Susan McClary has explained, how music -including contemporary music -reproduces social patterns, especially those of gender (McClary, 2002, p.53) . To take this argument further, I argue that it must be possible to compose music which aurally re-organises social patterns into a new design. In my project 'GIB SIE WIEDER' I propose that the compositional and technical methodologies employed articulate a clear political statement.
Political perspectives of music and composition
In an interview with Abigail Heathcote (2010, p.341) , Helmut Lachenmann stated that composing "always has a political aspect". Beyond this general remark about the significance of an artist or composer participating in a given culture, there are more particular and personal implications, when doing so as a female artist and composer today. My own experiences and long-term examination of issues surrounding gender roles, conflict and political power in acting as a woman artist within an international context, have heightened my awareness of one's responsibilities to art as a political practise . I find it necessary to question ingrained assumptions about how hierarchies 3 of power are associated with aspects of gender including music (or, more particularly, contemporary music) and composition, which in my experience, mirror the overall situation to be found in society.
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In the context of this project I want to define the term political through drawing on the 4 work of the German political scientist Max Weber. He identifies politics in a wider sense, as any kind of activity assuming leadership in a society (Weber, 1919, p.3) . Assuming that leadership is necessarily, but not exclusively, connected to power, Weber compares political action to drilling holes slowly into boards of hard wood. This action requires exertion, passion and a sense of proportion (Weber, 1919, p.66) . He asserts that, aside from strength and power, political action benefits from a patient and somewhat contemplative attitude. judgement. Activating the inner ear, I hear that every social structure, such as a relationship between two people, a family, a school, workers in an office, a busy shopping centre, a city, emits its own noisy ambience, and in doing so affects my individual existence and identity (Barbezat and Bush, 2013, p.148) . The background noises of structures and systems often remain unnoticed because of their ongoing nature. I refer to hearing and listening in this context because these perceptions best describe my observations. For me, these sensations occur on a bodily level and reinforce the visual -a faculty which, in my case as a woman in a patriarchal society, has been trained by the need to read between the lines and notice the unspoken (Connor, 2014, p.1) . I particularly notice the systemic noises of social interactions and gender roles. As an artist, I find myself creatively drawn to the hidden patterns in this systemic noise. In my recent works I have sonified and rendered these background noises audible.
Re-claiming resonance as a composer
The main artistic agenda of the 'GIB SIE WIEDER' series was to re-define and recompose the notion of resonance from acoustical, musical and social perspectives. To achieve this, I use a number of compositional strategies and tools. To overturn habitual concepts about resonance, I use electronics, which include:
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• an electronic track (playback) including a vocal part;
• vibration speakers (exciters) for amplification;
• a sounding object (installation) on stage instead of loudspeakers;
• transduction of sound via exciters into the sounding object (or into the harp).
To allow the emergence and re-organisation of new patterns, I use these compositional approaches:
• parts developing in a crosswise fashion -counter-movements;
• audio-scores (transmitted via headphones);
• written scores;
• instructions for improvisation;
• merging and interference of different score designs;
• extended instrumental techniques (feathers as tools for sound production). place a sounding object on stage which resonates. By using this object I turn resonance into a tangible thing rather than projecting it as a passive component in the concert space that surrounds and supports the central agent -the viola d'amore.
Resonance is transformed into an object on stage which is present and perceptible for the audience. The relationship between the instrument and its resonance (like that between male and female) is rebalanced through the physical manifestation of resonance in the concert space. started, the harp appears to play by itself -as if activated by an 'inner' harpist. The harp now functions as a sounding object, in addition to a musical instrument (see Figure 6 ). If a performer plays live, as an 'outside' harpist, in addition to the 'inner' part, the resonant frequencies caused by the electronic track and by the live performance radiate together from the same source, and also directly interfere with each other. As with the box, the sound of the playback is slightly transformed by the resonance of the harp. 
Another important technique used in 'GIB SIE WIEDER' is the audio-score. In the first of the four movements of the piece for viola d'amore, the performer follows an audioscore . This audio-score comprises a highly processed contrabass recorder piece 10 which I wrote and performed. Whilst listening to the sound file through headphones, the performer is required to re-perform as precisely and as accurately as possible what he is hearing but mediated through his own instrument (see Figure 1 ). This performance setting foregrounds the topic of resonance which I seek to redefine. Through the audioscore, the active performer -sonant -steps back into the role of a resonant medium.
Aurally hidden from the audience and only audible for the performer, the audio-score activates the performance like a remote control device .
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In the second movement, I work with both a written score and an audio score. In this compositional setting the audio-score interferes with, filters and disrupts the authority of the written score. The audio-score is a text spoken by a female voice. The viola d'amore player reads from a two-stave written score while listening to the audio-score.
The two staves notate the right and left hand separately, while the audio-score directs the timing of the right hand's bowing action. The instruction given to the performer is that they should bow only when text is spoken. The precise sound-material is given in the written score, changing over time (the overall timing is governed by a timeline and stopwatch). The idea behind this setting is that a hidden female voice directs the right hand -the bow appears spellbound.
In the last two movements (parts 3 and 4), the audio-score is amplified via transduction into the sounding object. It is now audible for the audience. The audio-score that is played back is a vocal text performance which as well as being audible functions in addition as an input to musical action, in this case, improvisation. Again, playback is acoustically transformed through lo-fi effects by the box, resulting in a hollow, woody vocality (see Figure 7 ).
One of the main compositional procedures of this series is that selected parts are developed in counter-movements, or progressing crosswise in opposite directions. This compositional tool allows parts to emerge, while others (formerly dominant forms and patterns) recede. In the piece for viola d'amore, I pair off the instrumental part with the audio-score in such a fashion. The instrumental part progresses over four movements, from sonic production to barely audible gestures (soft noises produced with feathers) at the end. The audio-score develops in the opposite way. Starting from a hidden nonverbal input heard only by the performer and becoming increasingly foregrounded until it becomes a clearly audible female voice on stage.
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In the second piece of the series for harp, the setup on stage is simpler in appearance.
There is a conventional written score for the performer placed on a music stand.
However, I have actually composed a duet for two harpists, an 'outer' and an 'inner'
performer. There is a juxtaposition of the live performance and the playback track (via transduction into the instrument). The 'inner' part was recorded by the harpist Gabriela
Mossyrsch in a studio in Vienna. Both parts require a different scordatura (see Figure 4 charts). The 'outer' part moves from noise to (pitched) sound-production, while the 'inner' part develops in the opposite direction from sound to noise over the duration of twelve minutes (for a detail of the live-performance score see Figure 8 ). There is a more coordinated part in the middle when both harps 'meet' and play bisbigliando material.
To complete the electronic track, I added multiple layers to the 'inner' harp:. These layers comprise electronically generated feedback sounds and a vocal part. At the very end of the piece only the female voice remains, slowly croaking in a low, percussion-like register from inside the harp. one's sensory system and heart is already an act of subversion and music composed from such openness naturally incorporates a critical element. In Lachenmann's view "any art that deserves the name has a political significance, but the composer clearly disapproves of outspokenly political music, which whips up emotions to manipulate feelings or thoughts." (Heathcote, 2010, p.340-341 ).
Although I agree with this view, as a feminist composer I do not feel that it goes far enough. A mere critique or subversion of today's social and economic system, even if well done and profound, does not stimulate the change I seek. In their history of opera, Abbate and Parker (2012, p.381) write that it is possible to create a setting which tells us that, at least in this fictional world articulated through music, every relationship of power is fragile. 'fictionality' of the composition is an important factor to be considered in my work as it contributes to the construction of gender (McClary, 2002, p.53) . In the sense of Deleuze's becoming, the compositional plan in its potentiality links the virtual, the power of thought, with the real world. There is a fluidity in this process that enables a transgression from the norm without being too fixated on a predetermined political idea (Macarthur, 2010, p.85) . It is this fluidity that keeps the compositional process openminded and undetermined. I do not want to impose a solution or sketch a certain political utopia in my work. As a composer I imagine aural patterns of emergence and sonic potentialities of change.
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